nineteenth-century Britain towards the visual arts, in particular their integration within ecclesiastical spaces; and his related facility for producing works that were closely related to Britain's medieval (i.e. pre-Reformation) past. Hitch's obituary in The Times is aptly subtitled 'The Gothic Tradition in Sculpture'. This derives from a brief tribute by one of Hitch's collaborators and employers, the church architect Henry Philip Burke Downing, which was printed alongside the aforementioned obituary: Mr Nathaniel Hitch was an able and scholarly sculptor and his friends lose one for whom all who knew him had the highest regard and respect. He was keenly interested not only in his own work, but in the work of others and in the problems of his art. He was trained in the Gothic tradition. The stone figures on the North Transept of Westminster Abbey are his and the great Christus in the church of St John-the-Divine, Kennington. Some of his best work was done when he was well over 80, including "The Adoration of the Saviour" in stone, some 12 ft by 6 ft., for the altar piece in Gillingham Church, Dorset, and the reredos in Budleigh Salterton Church, Devon. He made many beautiful things, working all his days cheerfully and quietly in devotion to his art. vi This brief passage identifies Hitch as an 'able and scholarly sculptor', who was 'trained in the Gothic tradition'. It emphasises the interconnection of the Christian qualities of Hitch's character with his successful approach to sculpture -hard work, cheerful and quiet devotion, friendship, and a concern for his fellow sculptors and for his art. His is not a life of solitary or individualistic artistic contemplation and practice. Rather, Burke Downing aligns Hitch with the ideal medieval model of brotherly solidarity and contemplative, scholarly creativity. Hitch's life and work is thus presented as distinctly Christian and collaborative, and as rooted in the Gothic tradition. This presents a different model of sculptural practice than the Greek ideal promoted by the Royal Academy, and an example of a Victorian sculptor who operated almost exclusively outside the Academy. He did not enter the Royal Academy Schools, and he exhibited there only once, with a bust of F.
Weekes (presumably Frederick Weekes, son of the sculptor Henry Weekes) in 1884.
Hitch and the New Sculpture
From the scant biographical details currently available to us, we know that Hitch was apprenticed to the sculpture firm of Farmer and Brindley in around 1860.
vii There, he most probably worked alongside Harry Bates, who was apprenticed to the firm in around 1866, and who would go on to become one of the leading lights of the so- practice is difficult to determine, particularly considering that, living in Lambeth, it was the most convenient school to his own studio-business at 60 Harleyford Road.
Nevertheless, the fact that he re-entered formal education in later life does suggest, as with a literary rather than a biblical theme, but as the following section will make clear, its
Gothic style was the result of Hitch's extensive experience of working in and for ecclesiastical buildings.
Hitch and church sculpture
Hitch's career is representative of how sculpture significantly re-established itself in
British churches over the course of the nineteenth century. Church sculpture -as opposed to public and private monuments to the dead -represented a relatively new opportunity for sculptors from the 1840s onwards. This was the boom time of church building, and of an increasingly relaxed attitude towards church decoration. These conditions allowed for sculptors such as Hitch to establish successful practices specialising in sculptural objects for churches, with Hitch, as we have seen, supplying churches and cathedrals across the globe. At his death in 1938 his estate was valued at £9,618 16s. 5d. It might seem useful, at this juncture, to consider Hitch's own religious beliefs.
From his obituary, we can assume that he aligned himself with the Church of England. Yet the degree to which he (or indeed, the architects or clients with whom he worked) was conversant with contemporary theological debate is difficult to determine. It would require extensive research into the complex nexus of each commission and its protagonists, 
Restoring church sculpture: an alternative education in sculpture
While restoration, as opposed to conservation, is now largely dismissed as invasive, the opportunity to work within historic ecclesiastical buildings and to restore their medieval sculpture, enabled sculptors such as Hitch to examine a great variety of medieval sculpture at first hand. Their participation in restoration projects offered an important avenue for professional and personal study and development, in addition to more formal art school training (where taken). Burke Downing's eulogy seems particularly resonant in this respect. Hitch was a 'scholarly sculptor' who was 'trained in the Gothic tradition'. This training was not available at the Royal Academy, whose teaching programme focused on Classical precedents. The opportunity for sculptors to view, study, work with, improve, copy and draw inspiration from extant examples of surviving Gothic sculpture was therefore central to their accumulation of knowledge about Gothic (read Christian and church) sculpture. It was also essential, as Frampton noted, for sculptors to develop an emotional affinity with the style in which they worked;
[…] it is very distressing to hear men who have undertaken to decorate a building say, that they "have no sympathy with it", because the house, or church, or whatever it may be, is not to their liking, not in their particular style -men who cannot appreciate a beautiful building, because it is opposed to their preconceived ideas. It follows that no man can work satisfactorily in a style with which he has no sympathy, nor would any man with a true artistic conscience care to do so. […] I would ask them to believe that the gathered experience of past ages is a precious heritage and not an irksome load, and that nothing will better fortify them for future and free development than the reverent and the loving study of the past. working with native and Christian materials of wood and stone, as opposed to the more traditional fine art materials of marble and bronze; and integrating polychromy and gilding into their work, drawn from Gothic rather than Classical precedents. The neglected study of sculptors primarily associated with church sculpture thus exposes differences in sculptural practice in Victorian England. It presents alternatives to Academic sculptural practice, extends our current knowledge of sculptural practice in this period, and raises, as shall we be seen in the following section, important questions regarding accepted notions of artistic concepts such as the model, the original and direct carving.
Modelling clay as if it were stone
The archive photographs demonstrate how Hitch incorporated historical techniques and compositions with his own practice to produce work that is undoubtedly not medieval sculpture, but is nevertheless more than a superficial understanding of a medieval 'style'. relationship between the clay model and the final work; that is, one which is centred on the exact reproduction of the original. The clay model is shown in Hitch's studio (Fig. 8) , being produced to scale. As this particular monument was destined to be cast in bronze, the final clay model would have been cast in plaster in order to facilitate its transposition into bronze. From the 1870s onwards, a renewed interest in the lost wax technique of bronze casting -particularly by sculptors associated with the New Sculpturedistinguished the lost wax process as a more 'authentic' form of bronze reproduction than sand casting. Lost wax casting was promoted as being more authentic, because it was said to preserve the traces of the sculptor's hands. This idea of direct transference prioritized accuracy and sculptural reproduction. Underpinning this was the belief that the clay model was fully complete and inviolable. This also applied to fine art marble production, in which pointing tools were employed to ensure complete accuracy with the original model.
In contrast, Hitch's clay models present us with an alternative approach to the sculptor's model. They appear to be in large part working models, a guide for the stonemason and sculptor. xxx The aim is not to necessarily produce an accurate facsimile of the model. The stone carver, possibly Hitch himself, would have had a degree of freedom in the carving and finish of the piece. He can, and does, adapt the stone as he carves it.
The function of Hitch's model was therefore to give an impression of the intended work, rather than a fixed image to be faithfully translated into another medium. This approach depended on a trusted workforce who understood the sculptor's methods, aesthetic, and the needs of his clients. Relations between architects, designers and makers depended on similar guidelines that were both specific and not overly prescriptive. The Gothic revival was perhaps particularly suitable for this approach, as it was simultaneously based on creating a unified, cohesive whole, and encouraged principles of craft which allowed individual workers to express themselves creatively within a particular given framework.
Take for example a page in one of Hitch's albums, in which ten photographs are annotated 'Bosses groined roof R.C. Church Farm St W' (Fig. 9) . This refers to the By freeing himself from the rigorous emphasis on accuracy of reproduction that (debatably) characterised fine art sculpture, Hitch was able to work, and allow his workers to work, with a degree of creative autonomy. This suggests a more sustained and successful link with medieval craftsmanship than even William Morris's experiments.
Furthermore, Hitch's practice was directly associated with the materiality of the particular sculpture in hand. He modelled clay as if it were stone, with an eye to its final realization in stone. He does not appear to have fully indulged in the modelling qualities and opportunities of clay, unless it was for a rare casting in bronze. This suggests that material specificity was important to Hitch; his work was modelled in sympathy with its final material, with different materials offering finite and specific variations in resistance and surface effect.
Protecting employers' interests: the Association of Master Carvers
It would be inaccurate, however, to suggest that these working methods represented a horizontal relationship between Hitch and his workers. There may have been a degree of creative freedom in the transposition of his models, but these were still set within strict aesthetic, financial and time constraints.
As the census returns demonstrate, Hitch self- 
